An Impartial Collection he holds up the internecine conflict of the 1640s as an example not to be followed during the 1680s, a period of further religious and political upheaval. Nalson's text is anything but neutral, and its perspective is neatly summarised in the engraved frontispiece, which prefaces the first volume. This article will examine how this illustration, depicting a weeping Britannia accosted by a two-faced clergyman and a devil, adapts and revises an established visual vocabulary of 'otherness', implying disruption to English lives and liberties with origins both foreign and domestic. Such polemical imagery relies on shock value and provocation, but also contributes to a sophisticated conversation between a range of pictorial sources, reshaping old material to new concerns, and raising important questions regarding the visual literacy and acuity of its viewers.
highlight Britannia's plight, two malevolent figures draw near. What appears to be a man in clerical dress, Janus-like with his two faces, moves forward with one foot while his other limb ends in a cloven hoof set upon the Bible. Urged on by the devil at his shoulder, this hybrid creature simultaneously looks towards Britannia and back at his companion. The 'otherness' of both the two-faced cleric and the leering devil is immediately highlighted by their physical appearances -one a curious hybrid of feet and faces, the other horned and hirsute -set against Britannia's conventional and vulnerable beauty. This distinction is pressed further upon closer inspection, with otherness implied through religious and geographic, as well as corporeal differences. As the cleric steps forward, he clutches a rosary and crucifix between his fingers whilst pinned to his back is a paper bearing the words 'Solemn League & Covenant'. In a single body with two faces, encouraged by a demonic supporter, a fusion of Roman Catholic and Scottish Presbyterian symbolism approaches the oblivious Britannia with intent. This is the complex scene encountered by the reader when the first volume of John Nalson's An Impartial Collection of the Great Affairs of State, from the Beginning of the Scotch Rebellion in the Year 1639 to the Murther of King Charles I is opened (Fig. 1) . The John Rylands Library owns three copies of this weighty historical account, the first of Nalson's many publications to include specifically commissioned frontispiece illustrations.
Constructed through crisp, clean lines, with shaping and shading achieved through detailed cross-hatching, this initial full-page image, signed by the prolific engraver Robert White, is accompanied by an adjacent explanatory poem in which 'The Mind of the Frontispiece' is revealed.
The content of this pictorial paratext can also be understood as an introduction to the mind and motivations of the author. John Nalson, an Anglican clergyman, was one of many late seventeenth-century individuals to take up their pens in the face of growing political and 3 religious upheaval and to look back to the recent troubles of the Civil Wars and Interregnum to shape their own paper bullets, arming and defending the ideologies of two emerging political parties. In the wake of a fictitious (yet broadly accepted) failed plot to murder King Charles II and install his Catholic brother James Duke of York as ruler, between 1679 and 1681 attempts were made within the House of Commons and House of Lords to pass an Exclusion Bill preventing the Duke's succession as a consequence of his faith. The 'Exclusion Crisis' saw the emergence of waves of oppositional propaganda in print, manuscript and performance, promoting and decrying James' potential exclusion from the succession. 1 Those members of Parliament and their supporters who sought to deny the Duke of York, with deep concerns about Catholic subterfuge and arbitrary power given to the monarchy, came to be known as the Whigs. Defenders of the succession, and the Divine Right of rule, acquired the Tory label. Both terms emerged with insulting intentions to mark out those thus named as disruptive outsiders: 'Whig' is a contraction of 'Whiggamore', a word first used to describe Covenanters from the west of Scotland who had marched on Edinburgh in 1648 to disperse supporters of Charles I. 2 Their reputation as rebellious anti-Royalists was now easily transferred to English critics of the succession. A similar status was pejoratively applied to the Tories, with their acquired name, an anglicised form of the Irish tóraidhe, meaning rebel or outlaw, gesturing to outcast figures existing only on the margins of English society. 3 For the Tories, as traditionally-minded supporters of both the Crown and the Anglican Church, the problematic nature of James' own Catholic status was tempered by their strong beliefs in the power and supremacy of Anglicanism, standing in defence of England against threats from both the Church of Rome and the internal dissention of Presbyterianism and Independent sects. Within the developing Tory ethos, the pro-exclusionist Whigs promoted a dangerously liberal approach towards religious non-conformity. It is into this context of politics and polemic that An Impartial Collection must be placed, and the Tory sentiments of its author acknowledged within an increasingly combative environment of divisive printed propaganda, both textual and visual.
As R. C. Richardson has neatly put it: 'John Nalson was one of the most active of those who lined up in the later part of the reign of Charles II to re-fight the English Revolution.' 4 Between 1677 and 1685, eighteen titles by Nalson were published; they range from quarto pamphlets to An Impartial Collection's two-volume tome in folio format with complex engraved frontispieces and supplementary portrait illustrations. His polemical writing stressed the natural authority and infallibility of the Stuart monarchy, together with the primacy of the Anglican Church, set against multiple and often reciprocal threats. In Nalson's view a range of dissenting religious viewpoints had worked hand-in-hand to bring about recent upheavals: 'It is most manifest, That all our late horrid Civil Wars, Rapines, Blood-shed, and the execrable and Solemn Murther of his late Majesty, and the Banishment of our present Sovereign, were effected according to the fore-contrivance of the Papists, by the assistance which Dissenters gave them.…' 5 Such sentiments are reflected in the iconographic content of An Impartial Collection's sophisticated frontispiece; yet until now the relationship between Nalson's written work and those pictorial elements included within it has been given minimal attention by scholars, whose focus has fixed primarily upon the author and his oeuvre from an historiographical angle. 6 In what follows, this article will approach An Impartial Collection through the close analysis, not of the author's words, but of the frontispiece image. It will explore how the idea of otherness -of individuals with beliefs, behaviours and appearances considered disruptive to the Crown, Church and State of Restoration England -was employed by polemicists both seeking to promote, and to challenge, the succession of the Duke of York. Many visual interpretations of otherness were already well-established in English pictorial polemic of the seventeenth century, but it is argued here that they were adapted during the Exclusion Crisis both to maintain earlier associations with religious and political upheaval and to address new concerns.
An Impartial Collection, published in two volumes between 1682 and 1683, was by far the most ambitious and weighty of Nalson's projects. It sets out a summary of recent English history drawing upon evidence taken from state papers and correspondence as well as side, I would attribute it to his having grown so long, even from his very first taking root in the world, under the influences of that Whirlwind of Rebellion'. 8 Yet if Nalson accused other authors of bias, he was certainly no innocent himself: An Impartial Collection is anything but impartial in its near-beatification of the Stuart monarchy and promotion of the Anglican Church.
When first published in early 1682, a bound copy of the first volume of An Impartial
Collection was priced at twenty shillings. 9 In comparison, the London-based bibliophile The inclusion of illustrations would undoubtedly have increased the production and retail costs of texts such as An Impartial Collection. The creative skills of, and materials required by, the designer and engraver (potentially two separate artists) to produce an intaglio plate for printing multiple copies of an image must be taken into account. A separate rolling press was also needed to reproduce the engraved frontispiece, in addition to the common press for printing text, pointing to a decision not taken lightly by either the author or the publisher. 11 Was this illustration of the vulnerable Britannia therefore included to encourage the reader into engaging with a relatively dry chronological interpretation of historical documents? As the seventeenth-century clergyman and writer Samuel Clarke asserted, 'a taking [appealing] title-page becomes much more taking, with an engraved frontispiece 7 before it….' 12 Its composition, with Britannia moments from being accosted by two monstrous figures, appears at an immediate level to be directed towards the reader and viewer for dramatic effect. The accompanying 'Mind of the Frontispiece', set opposite the image, asserts that this feminine cipher '…here sits folorn/Expos'd to Foreign and Domestick scorn;/Britannia who so many Foes withstood,/Her Bowels torn, by her own Viperous Brood….' Pictorially, however, her bowels remain intact and her precarious situation is perpetually frozen, tantalisingly, by the engraver's burin. Britannia's lowered eyes and loose hair reference the visual trope of the Penitent Magdalen, adopted most notably during the Restoration period by Charles II's primary mistress of the 1660s and early 1670s, Barbara Villiers, Countess of Castlemaine. She was initially represented in this manner by the court painter Peter Lely in a portrait of c.1662, which was subsequently adapted and reproduced in studio versions, painted copies in full-size and miniature, and through printed reproductions. 13 Faythornes… and here did see my Lady Castlemaynes picture, done by him from Lillys, in red chalke and other colours, by which he hath cut it in copper to be printed. The picture in chalke is the finest thing I ever saw in my life I think….' 14 His attempt to buy the drawing was rebuffed, but Pepys returned a month later to purchase three copies of the published engraving. 15 The parallels between Britannia and the 'penitently' posed Villiers are intriguing.
Britannia in this guise is presented as an exemplary female figure but is also, through Villiers, associated with ideal beauty, referencing a woman historically given preferment by the monarch to whom An Impartial Collection is dedicated. 16 This central focus of its frontispiece thus encourages the reader to look carefully. With her ambiguous status, Britannia invites careful consideration, discussion and interpretation in a similar way to the layered content of the ephemeral illustrated broadsides that Narcissus Luttrell was purchasing for between sixpence and a shilling. This would be a far greater level of visual engagement than Pepys' initial brief encounter with a drawing in Faithorne's shop.
The wide circulation of what has been described as Villiers' 'signature image' through printed copies of Lely's portrait was key to the Countess' self-fashioning as a public which commands this action from its papal-tiara hive. 21 During the 1620s, a particular period of anti-Catholic tension in England, Jesuits and priests were frequently likened in text and image to parasitic clouds of locusts plotting to overwhelm the Anglican Church. 22 These fears were raised again in the late 1670s and early 1680s by both Whig and Tory polemicists, with the former citing the imagined consequences of a Catholic king, the latter highlighting the dangers of the promotion of religious toleration. In Nalson's own mind and writings the activities of the Church of Rome had, since the Reformation, been bolstered in England by the close co-operation of a range of dissenting groups, whose description recalls the creatures lining the sleeve of Rome's cloak:
whole swarms of Sects, or rather Insects in Religion, with guilded Wings, but Scorpions Tayls, painted Bodies, but still poisonous Stings… nothing was heard but the confused buzzing of these differing Opinions, who all pretended to gather Honey for the Hive, but were in truth Sacrilegious Robbers; agreeing in nothing but their mutual hatred, and common design against the Church of England…. 23 Such a 'common design' appears dramatically at hand in the frontispiece to the first volume of An Impartial Collection. helped to secure his conviction and execution in August 1681. 31 The imagery contained within this print carried forwards a certain level of celebrity and of notoriety.
College's use of a series of monstrous figures to emphasise Catholic usurpation, High
Church collusion, and the chaos that would ensue with James' succession both anticipates, and contrasts with, the frontispiece to An Impartial Collection. Nalson's hybrid is part Papist, Tory perspectives. Differing viewpoints jostled for space in a crowded market for printed 'information'. As Roger L'Estrange, previously Licenser for the Press, remarked, the purveyors of this information could hold significant influence over their audiences: ''Tis the press has made 'em mad and the press must set 'em right again.' 34 Yet the consumers of this material were far from passive in their engagement with a range of viewpoints. Adam Morton has recently highlighted the 'playful' nature of graphic satire of the late 1670s and early 1680s, focusing on Tory retorts to Whig visual polemic through parody, and the reworking and recycling of existing imagery to counter and compromise their original meaning and intention. 35 To the viewer, and indeed reader, of single-sheet satirical broadsides constructed through a sophisticated combination of visual and textual elements, part of the exercise of engagement, and part of its appeal, was to acknowledge this fast-moving, call-and-response action. Responsibility was placed upon the viewer to unpack a complex piece of printed polemic, while demonstrating their familiarity with an existing corpus of material, in terms of both words and images. As Morton notes, this suggests that 'those who commissioned graphic satires expected highly literate knowing reader/viewers'. 36 By extension, the publication in 1682 of the first volume of Nalson's text and its frontispiece would anticipate similar readers and viewers already highly familiar with this process of decoding and interpreting a series of existing pictorial elements. For a weighty volume like Nalson's dealing with recent history this use and reuse of established imagery, brought together to emphasise a particular reading of that history, appears especially apt. pinned to bodies to further the narrative. The engraver of An Impartial Collection's frontispiece was Robert White, identified through his name and the term 'sculp' (i.e. sculpsit, engraved by) in the lower right of the composition. The act of adding this term to his name, rather than invenit (designed by) or fecit (made by), strongly points to White's role in producing the engraved plate from which the image could be printed, but also implies that the design of the image itself was not his. Active in London between 1666 and 1702, White worked primarily as a portrait engraver but also produced frontispieces and ephemeral, topical prints. It is plausible that White also engraved the plate that provided the pictorial element of The Committee; several plates inscribed with his name were incorporated into works published by Henry Brome, whose name also appears on the imprint of The Committee. Roger L'Estrange's The History of the Plot, also published in 1680 by Brome, includes a frontispiece portrait of the author signed by White. 37 The identity of the designers, or, most plausibly, the designer of both compositions, from which an engraver would work, 
